italiana'. 19 The popular media construction of this artist in the early 1960s was characterised by an explicit reference to colonialism, exoticism and the dark colour of her skin. In a 1962 article describing the singer, Tanya was defined as 'la faccetta nera della canzone'. 20 These nicknames show that Savorelli's blackness -and references to an objectified and sexualised image of colonised African women which were present in Italy especially from the beginning of the colonial experience to the mid-1930s -were the prominent defining features in the characterization of Tanya's star persona. 21 Tanya's debut album, Miracolo/Tu Puoi, was released in 1961, and in the following year she participated in the Sanremo festival singing 'I colori della felicità', a title that perhaps underlines the fact that a 'white' and a 'colored' singer -Wilma De Angelis and Tanya -performed the same song. 22 The emphasis on Tanya's black skin can also be found in Sorrisi e Canzoni TV -the magazine that officially covered the 18 22 Two artists sang the same song at Sanremo festivals in the 1960s, because the competition gave an award for the best song rather than the singers' performance. festival -which defines the singer as 'una cantante di colore convocata all'ultimo momento' 23 and 'la piccola Tanya dalla pelle scura'. 24 A journalist also asks Tanya whether she 'punt[i] molto sul colore della pelle' and she replies: 'Ho cercato di farla diventar bianca con un nuovo prodotto, ma non ci son riuscita. Vatti a fidare della pubblicità'. 25 This sentence acknowledges Tanya's embarrassment with her skin colour and her desire to conform to white beauty standards. Just like an image of the singer published in Sorrisi e Canzoni TV, the cover of the single Miracolo/Tu Puoi highlights Tanya's blackness through the saturated colours of the photograph. She is cast as a pubescent and exotic beauty: she has long frizzy hair that flows over her left shoulder, and she wears a red dress that matches her red lipstick.
However, Savorelli's career as Tanya was not particularly successful: her song did not make it to the second round at the Sanremo festival, and popular magazines at the time did not feature stories about her public and private life. A 1969 article tracing Savorelli's career published in the teen magazine Ciao Duemilauno states that her appearance as Tanya was not appealing for the early 1960s audience:
Visto che la ragazza è nata ad Asmara ed ha una compatta e vellutata pelle nera, il primo nome con il quale si pensa di lanciarla, a un Sanremo di otto anni fa, è:
Tanya. Epidermide color cioccolato e un nome che odorava di Africa a miglia di distanza dovevano essere il passaporto per il successo. Ma non fu così. 26 The lack of success of Tanya's star persona might be explained by the fact that, although a sense of colonial nostalgia was permeating images of the black other in 23 Italian society, new cultural references -coming in particular from the United Stateswere starting to influence the construction of blackness in Italian popular culture.
In 1964, Tanya's star image began to be connected with an exotic Caribbean and Southern American context, rather than with African imagery. For instance, she performed the songs 'Calypso twist' and 'Mexico twist' in the film Due mattacchioni al Moulin Rouge. 27 In these performances -which are unrelated to the plot of the movie -Tanya has her hair worn tied back from her face in a beehive, which was a popular hairstyle during the early 1960s. The performance is set in a space that looks like a cave, and the dancers accompanying the singer wear outfits embellished with ruffles and polka dots, which recall Brazilian carnival costumes. The 1965 song 'L'hawaiana' also presents an exotic reference to the leisure and colonial imagery of 1950s-1960s
United States, 28 thus demonstrating the increasing influence of American popular culture on Italian cultural products and media representations.
The representation of Tanya's star persona shows a tension between the reference to a shared colonial imagery which was still alive in the memory of many Italians, and the attempt to associate Tanya's non-white skin to a non-African environment in order to forget Italian colonialism, given that in 1960 Italy lost the trusteeship administration of Somalia. On the one hand, the singer's star persona was influenced by the colonial image of the bella abissina, as the recurring references to her skin coulour and the language used to introduce her in popular magazines demonstrate.
On the other hand, references to 'other' colonial imageries -including those related to Ingrassia are more elegant than Ric and Gian, Ric and Gian tell Lara that all of her songs are similar, and they finally unite and jokingly say that Paolo Villaggio -another comedian and presenter of Quelli della Domenica -is a mean person. Lara's physical and replies that she is Italian, therefore she would not accept to appear in such kind of pictures. 37 Lara's Italianness here grants her respectability, against the stereotype of the sexually available Black Venus.
In this sense, Lara was differently constructed from coeval black personalities in Italian television, such as the dancer and television host Lola Falana, often named 'la venere negra'. 38 Falana was an African American dancer who became popular in Italy thanks to television programmes such as Sabato Sera. 39 
objectified. For example, in the film Stasera mi butto Falana's body is constantly under
the scrutiny of both women and men: when she walks on the beach boardwalk, the camera lingers on the men's desirous gaze and the women's envying gaze. The focus on the dancer's body is also highlighted by the fact that in the film Falana speaks mostly in English, and the film does not offer any subtitles of her lines -underlining the rather inconsequential role her personality plays in contributing to the storyline. The different portrayal of the two television personalities might suggest that Falana's objectification was not only due to her skin colour but also to her nationality, as American women were perceived to be more sexually emancipated than Italian women.
Lara's wedding in 1968 and the birth of her daughter Manuela in 1969 significantly contributed to her Italianisation. By becoming Pier Quinto Cariaggi's wife, Lara conformed to the traditional role of the Italian woman as wife and mother, in this way becoming increasingly respectable to an audience of Italian families. In an interview to Sorrisi e Canzoni TV, Lara claims that her marriage is not based on economic interests. 40 The pictures accompanying the article feature Lara in the family context, thus deprived of all the elements of glamour that characterised her television performances. The significance of Lara's role as wife and mother in her star construction also influenced her subsequent television appearances. At Canzonissima 1970, Lara tells presenter Corrado (Corrado Mantoni) that she has become a mother, and she addresses her daughter, asking her to go to bed after her performance. The If Giulia Guazzaloca is right to claim that Italian television in the 1960s functioned to create a common national identity, 41 it could be argued that Lara's popularity as a national icon shows that Italianness in this period was not strictly defined along the dichotomy between whiteness and blackness, and it was constructed by including the many Italians with a brown or darker skin colour who did not fit the idea of hegemonic whiteness. Nonetheless, it is interesting to note a certain morbid curiosity to identify Lara's origins in several popular magazines. For instance, Giovani and Playboy define Lara as an Amharic princess, therefore increasing the mysteriousness of her African origins, 42 while in 1973 the magazine Settimana Extra sends a reporter to Asmara in order to find Lara's 'real' mother. 43 The attempt to trace Lara's origins shows an anxiety for her mimetic labour: to paraphrase Homi Bhabha's ideas about mimicry in a colonial and postcolonial context, she is Italian -therefore 'resembles' the majority of the 1960s RAI viewers -but she is also bears a bodily difference that 'menaces' the supposed racial homogeneity in Italian society. 44
Afro Style and Black Atlantic: Lara and Melissa (1967-1981)
While television programmes aimed at a family audience tended to portray Lara as an Italian star, teen magazines and the cover of some of her albums emphasised her blackness and international allure, in order to align her music and star persona with several trends coming from overseas and arguably increase her commercial success and popularity with music aficionados. The cover album of Lara's first album, Lara Saint heterosexual erotic fantasy of participating or observing two women involved in sexual acts. The single released from this album, I feel so nice (1979), presents red lips on a black cover, further alluding to sex and blackness. As Maureen Mahon argues in her analysis of sexualised black female images in the 1970s, the exposed sexuality of Lara in this period can be seen as a 'double-edged sword' rather than a mere adherence to patriarchal norms:
It can be read as a kind of empowering move in which the woman is in control of her body and her desires; at the same time, however, women presenting themselves as sexual agents are often mistaken for sexual objects. Furthermore, with sexuality in the foreground, other aspects, importantly the artist's talent, can be easily overshadowed. 60 In other words, Mahon seems to suggest that the sexualised representation and self- It should be noted that in this period black television and cinema stars like Zeudi Araya and Ines Pellegrini -who appeared naked on the front cover of Playboy in 1974 -gained success as erotic-exotic icons in Italy, clearly drawing on colonial fantasies. 65 Melissa also became an actress in several erotic movies, including Papaya dei Caraibi. 66 The objectification of black women's bodies was pervasive in the Western society of the 1970s, but Lara's case -which should not be considered by looking exclusively at her representation in pornographic magazines -seems to show that the African American representation of blackness moulded and influenced the construction of her black female body more than the European colonial imaginary, which is the main inspiration for the construction of stars like Araya or Pellegrini. 67 Although some of colonial stereotype of the bella abissina or the 'beautiful, docile, but mostly sexually available' woman from Abyssinia. 68 Unlike Zeudi Araya, Lara was more often represented as lustful and provocative, an image which is unlikely to be found in Italian colonial literature and show the influence of US culture in the construction of Lara Saint Paul in the 1970s.
An International White Star: Lara (1981-2018)
In the last part of her career, Lara has been mostly presented as an international white belonging to in terms of class and status. Moreover, the 1980s saw a 'white backlash' in the US and in the UK, which deeply influenced Italian popular culture. 72 In the early 2000s, Lara performed several songs from Frank Sinatra's repertoire and talked about their friendship in the television programmes Io tra di voi 73 and Unomattina. 74 These two appearances were Lara's last singing performances on television, and further connected the singer's persona with an international white star system. After these performances, her television appearances deviated greatly from her past glamour, and showed a very vulnerable person, who had seemingly not gained lasting benefits from her celebrity. Lara and her daughter Manuela were invited to some television programmes to discuss the increasingly difficult economic and health situation of the singer. 75 Due to her economic struggles, in 2014 she bestowed a life annuity from the Italian government thanks to the law 8 August 1985, n. 440, which grants a monetary contribution to prominent Italian citizens who excelled in their field.
Arguably, the official recognition of her artistic contribution to Italian culture came at a time in which Lara Saint Paul was long forgotten by many Italians. Silvana Areggasc Savorelli died on 8 May 2018, after a long illness caused by an intestinal cancer.
How Race is Made in Italy: Silvana Areggasc Savorelli's Transnational Identities
As Fleetwood argues, the relation between how blackness is performed by individuals and how it is associated to a group is difficult to determine:
[Blackness] is not rooted in a history, person, or thing, although it has many histories and many associations with people and things. Blackness fills in space 72 (Mediaset, 2017) . between matter, between object and subject, between bodies, between looking and being looked upon. It fills in the void and is the void. Through its circulation, blackness attaches to bodies and narratives coded as such but it always exceeds these attachments. 76 This assumption is particularly true in the case of Silvana Areggasc Savorelli, given that her successful career in Italian popular music and television enabled her to change the perception of her race and ethnicity, which is an opportunity that other people of African origins living in Italy might not have had. It should also be noticed that Savorelli's lighter skin tone provided her with mimetic qualities and certainly facilitated the transformations of her star persona. Savorelli's multifaceted meticcio stardom and her negotiation of difference that at times seemed relatively free of racial bias is rather exceptional in contemporary Italian history and popular culture. Savorelli's multiple transnational belongings -expressed through the mastery of several musical idioms and fashion styles -stakes a claim for racial variety in the national narrative, and it can be seen as a contestation of Italy's supposedly homogeneous white society. Italian popular media products such as family-oriented TV programmes constructed Lara's persona as 'Italian', therefore envisioning a flexible national identity which could also include meticci Italians. Album covers and teen magazine articles show the increasing significance of foreign trends in contaminating and influencing the popular media construction of a modern Italian identity.
Savorelli's presence as a protagonist of Italian television and popular music in the 1960s can be seen as an accomplishment in the face of racist disenfranchisement and within an almost exclusively white arena. Her physical transformations escape phenotypical determinations and show the constructedness of race for a meticcio star in Italy by resignifying the meaning of blackness and whiteness, as well as the meanings 76 Fleetwood, Troubling Vision, pp. 5-6. of Italianness and foreignness. Lara's multiple renegotiations of these concepts present meticcio skin as a mobile and translatable concept, which escapes and is in close dialogue with hegemonic ideas of blackness and whiteness. By affirming this, this article does not want to question the fact that visual culture is a space for regulation of bodies and that 'the commodification of Otherness' is present within the market of ethnicity and style, 77 but it aims at pointing out that Savorelli's body is neither docile nor agency-less thanks to her celebrity and class position.
A close look at Savorelli's career also moves from the idea of racial identity to a gradual synthesis of different cultures. The analysis of Savorelli's popular media representations shows that although the Italian colonial experience has had a pivotal role in constructing ideas of the black 'other' in Italian society, other transnational experiences have certainly shaped the perception of race in more recent times, and especially from the post-war period onwards. For instance, the influence of African American popular culture and the ideals expressed by movements for the emancipation of African Americans on Italian society appear in the media construction of Savorelli's star persona. Similarly, the fact that Lara tended to be associated with a predominantly white international popular culture at the end of her career could indicate that African American culture has had a lesser influence on popular stars in Italy than in the 1960s and 1970s.
In conclusion, throughout her career Savorelli showed multiple ways of reconfiguring her belonging in terms of nationality and race. Although the rejection of white-oriented beauty standards was not constant throughout her artistic career, her performances of whiteness and blackness contributed to break the boundary between non-whiteness and Italianness. Her appearance shows a change in the media 77 b. hooks, Black Looks, p. 21.
